Resumen: Este artículo investiga el desconocido programa de exposiciones de arquitectura del SFMA durante la etapa fundacional de su primera directora, Grace Morley. Su pionera difusión de la arquitectura de la Bahía como respuesta al contexto geográfico y cultural de la región ofreció a los críticos del Este una nueva perspectiva de la modernidad californiana. Análogamente, el estudio de la colaboración SFMA-MoMA durante el comisariado de Elizabeth Mock examina el conflicto de percepciones e intereses entre ambas costas conducente a la histórica exposición de 1949 Domestic Architecture of the San Francisco Bay Region. Epítome de los debates de posguerra, esta culminaba un infatigable esfuerzo promocional iniciado años antes de que el conocido artículo de Lewis Mumford en The New Yorker desencadenara, en 1947, una encendida controversia acerca del "Bay Region Style." Contrariamente a la creencia de que el SFMA reaccionó tardíamente al simposio del MoMA de 1948 organizado por Philip Johnson para rebatir a Mumford, aquella exposición fue la consecuencia de una efectiva agenda regionalista que logró exponer, educar y/o seducir a algunos de los más influyentes actores del panorama norteamericano con la idea de una Escuela de la Región de la Bahía profundamente preocupada por cuestiones sociales, políticas y ecológicas. Palabras clave: Arquitectura de la región de San Francisco; exposiciones SFMA y MoMA; alianzas Morley-Bauer-Mock; California y la crítica del Este; conflictos culturales Costa Este-Costa Oeste.
herself to high-profile international programs such as the endeavor of constituting UNESCO. Surprisingly, in the field of architecture, Morley's farreaching activity still remains unexplored. 7 Amongst her earliest contributions, in February 1937, she produced Contemporary Landscape Architecture, a major show devoted to modern landscape design, being the first of its kind ever mounted internationally. It was assembled and curated by Morley herself, counting on the assistance of her closest architectural circles, mainly landscape architect Thomas Church and architects Ernest Born, Gardner Dailey and William Wurster, who held central positions in the event. On the occasion, she also invited experts of national and international reputation, such as Henry-Russell Hitchcock and Richard Neutra, who contributed respective essays to her exhibition catalogue. Morley's decision to present a coherent body of local practices in landscape design responded to an intelligent strategy to align her interests with San Francisco Bay Area residents' appreciation of the region's dramatic natural settings and unique lifestyle. 8 Similarly, her groundbreaking 1940 planning exhibition Space for Living (Figure 1) , which she entrusted to Telesis, 9 engaged her fellow citizens in proposals of smart urban growth relying on thoughtful land usage, natural preservation and regional integration, decades before the coining of terms like environmentalism or sustainability.
The first great architectural exhibition held at SFMA was premiered on September 30, 1938. 10 It was organized under the stewardship of the Northern California chapter of the American Institute of Architects (AIA) and was timed to coincide with its local convention in October. 11 The show, which was entirely devoted to Bay Area architecture and focused primarily upon singlefamily homes, began a series of formative architectural actions which would contribute decisively to the process of codification of Bay regionalism. 12
SFMA AND THE EARLY PROMOTION OF BAY REGION ARCHITECTURE
In 1935, when the San Francisco Museum of Art (SFMA) opened its doors, it was the only museum on the West Coast devoted solely to modern art. 1 Thanks to the extraordinary talent and commitment of its founding director, Dr Grace McCann Morley, by the mid-1940s, it had already secured its position as the country's second museum of its kind, only surpassed by the Museum of Modern Art, New York (MoMA).
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